No account of the contemporary relationship between landscape and identity can afford to ignore the impact of globalization. Understanding the intricate imbrications of space and subjectivity increasingly requires a global perspective. A wide variety of connections have, of course, always existed between groups in far-flung places, but the contemporary era has witnessed a spectacular intensification of global socio-spatial interdependence. The movement of people, capital, commodities, information and images between regions, countries and continents is now taking place in magnitudes and at velocities which are entirely unprecedented. The Westphalian nation state is far from obsolete, but its once sovereign borders are now continuously crossed by transnational flows. As the identity of any landscape is progressively determined by its relationship with other places, axiomatic geographical markers such as 'here' and 'there' become permeable and even problematic.
'nomadism', 'networks' and 'deterritorialization'. These terms and an acknowledgement of their indebtedness to Deleuze feature prominently in the work of leading globalization theorist, Arjun
Appadurai. In one of his early essays, 'Disjuncture and Difference in the Global Cultural Economy' (1990) (which subsequently appeared in revised form in Modernity at Large (1996) ), Appadurai introduced a serviceable framework with which to approach the subject of landscape and identity in the contemporary era. This model divided global cultural flows into five overlapping categories:
'ethnoscapes', 'technoscapes', 'financescapes', 'mediascapes' and 'ideoscapes'. The ethnoscape signifies 'the landscape of persons who constitute the shifting world in which we live: tourists, immigrants, refugees, exiles, guest-workers, and other moving groups and persons' (Appadurai 1990: 297) . In conjunction with the acceleration of geographical mobility and cultural exchange on the ethnoscape, Appadurai draws attention to the rapid movement of technology across borders which previously appeared impervious. The technoscape refers to the global configuration of all forms of industrial machinery and postindustrial gadgetry owned by individuals, corporations and government agencies. Financescape is Appadurai's term for the indefatigable flows of capital across the globe.
With the advent of digital currency, financialisation and neoliberal deregulation, this global economic landscape has become ever more mercurial and inscrutable. Whilst the financescape is largely hidden, the mediascape is spectacularly visible. The global and increasingly integrated infrastructure of media and communications technologies facilitates the ceaseless flow of images in newspapers and magazines, on television and cinema screens, mobile phones and the internet. Appadurai's final category, the ideoscape, is closely related to the mediascape as a 'landscape of images ' (ibid: 299) , but one which is more 'directly political... the ideologies of states and the counter-ideologies of movements' (ibid: 300). Together, these five landscapes form the building blocks of what Appadurai refers to as 'imagined worlds ' (ibid: 296) . This term extends Benedict Anderson's concept of 'imagined communities' to a global scale and is founded on the increasing social significance of the imagination:
The world we live in today is characterized by a new role for the imagination in social life. To grasp this new role, we need to bring together: the old idea of images, especially mechanically produced images (in the Frankfurt School sense); the idea of the imagined community (in Anderson's sense); and the French idea of the imaginary (imaginaire) as a constructed landscape of collective aspirations... now mediated through the complex prism of modern media. The image, the imagined, the imaginary-these are all terms which direct us to something critical and new in global cultural processes: the imagination as a social practice (Appadurai 1996: 31) .
The global imaginary -a consciousness of inhabiting a dynamic and interconnected world -is a key component in globalization itself. And Appadurai contends that the 'imagined worlds' in which people live can be a source of political hope as they 'are able to contest and sometimes even subvert the imagined worlds of the official mind and of the entrepreneurial mentality that surrounds them' (Appadurai 1990: 300) .
It might be tempting to establish a straightforward opposition between the pivotal role played by print media (newspapers, novels, poetry) in the construction of the 'imagined communities' of nationalism and the visual media which are at the heart of the transnational imaginary. This tidy binary, however, would repress both the historical and contemporary significance of fiction in the formation of 'imagined worlds'. As Thomas Peyser illustrates in Utopia and Cosmopolis (1998), a nascent brand of the global imaginary flowered in American fiction of the late nineteenth-and earlytwentieth century. Peyser's study focuses on realist writing by Henry James and William Dean Howells, but begins with Edward Bellamy's science fiction novel, Looking Backward (1888) in which Julian West falls asleep in 1887 and wakes up in the year 2000 to discover a utopian and globalized new world with the U.S at its centre. In Equality (1897), the sequel to Looking Backward:
Bellamy foresaw a world linked by video telecommunication, a world in which the global and the local could as nearly as possible occupy the same space... Julian West, seated at the controls of the 'electroscope', 'had but to name a great city or famous locality in any country to be at once present there so far as sight and hearing were concerned. I looked down on modern New York, then upon Chicago, upon San Francisco, and upon New Orleans... I visited London. I heard the Parisians talk French and the Berlinese talk German, and from St.
Petersburg went to Cairo by way of Delhi' (Peyser 1998: 37) .
In the late twentieth-and early twenty-first century, science fiction has continued to play its part in the fashioning of a global imaginary. Cyberpunk has been especially prominent in this regard. Fredric Jameson has proposed that this sub-genre offers not only an 'archaeology of the future' but perhaps the 'supreme literary expression if not of postmodernism, then of late capitalism itself ' (Jameson 1992: 419) . For the past thirty years, William Gibson has been at the forefront of cyberpunk fiction as both archaeologist and architect of the future. Gibson is credited with coining key words such as 'cyberspace', the 'Net' and 'the Matrix' as well as prophesising the advent of 'reality TV'. Gibson's cyberpunk mise-en-scène crosses over with visual culture (science fiction films, anime and graphic novels) and its global imaginary involves crossings on a deterritorialized terrain: the disjunctive flows of people and technology, capital and commodities, information and power across international boundaries and polarized zones. One side of Gibson's cyberpunk cartography is dominated by a grungy global cityscape: rustbelt, rundown and retrofitted with rain falling on permanently nocturnal crime-ridden streets that are overrun with crooked cops and jaded Private Investigators, rival gangs and sleazy nightlife. This low-tech, noir city is then jarringly juxtaposed with a high-tech digital spatiality: cyberspaces and virtual realities governed by shadowy global corporations and crime cartels. Identity in this bi-polar landscape is profoundly unstable, fractured and multiple: the body is grafted onto technology and consciousness fused with computers. The cyberpunk self is a matter of software and hardware, clones and avatars: memory is downloaded, implanted and erased. The crossing of boundaries between and within spaces and subjectivities has to be triangulated with a third traversal since cyberpunk also cuts across historical boundaries. Although it is set in the future, the genre offers a cartooned cartography of the contemporary: a comic book delineation of the contours of late capitalist uneven development and postfordist subjectivity.
In Pattern Recognition (2003) , his first novel of the twenty-first century, Gibson appeared to turn his back to the future. Pattern Recognition was published in February 2003 and set in AugustSeptember 2002 which, for a cyberpunk author, is practically the distant past. However, this milieu needs to viewed in the context of Gibson's proposition that 'the future is already here; it's just not evenly distributed' (Gibson; 1999) . This aphorism reminds us that the future in science fiction is always a projected vision of current conditions. In Pattern Recognition, Gibson offers a vision of the future of landscape and identity which is in fact now but as yet unevenly distributed. The protagonist at the centre of Gibson's decentred postmodern travel narrative is Cayce (pronounced 'Case') Pollard.
'Google Cayce and you will find "coolhunter" and if you look closely you may see it suggested that she is a "sensitive" of some kind, a dowser in the world of global marketing' (Gibson; 2003, 2) . In Pattern Recognition identity protocols are wedded to information technology: internet search engines, e-mail and text messaging, social networking and chat forums. Cayce is a freelance consultant on fashion and image who surfs the web for new trends but also does field work. On the streets of the global city she surveys the semiotics of subcultural style. Her CV boasts that Cayce spotted 'the very Mexican who first wore his baseball cap backwards ' (ibid: 32) . This somatic sensitivity to street fashion is speedily appropriated by transnational capital.
'What I do is pattern recognition. I try to recognize a pattern before anyone else does.' 'And then?' 'I point a commodifier at it.' 'And?' 'It gets productized. Turned into units. Marketed. ' (ibid: 86) This work is not without its risks since Cayce is an advertising consultant afflicted by an allergy to advertising. Her 'sensitivity' escalates into a violent reaction when she is exposed to certain successful brands and logos such as Disney, Tommy Hilfiger and Bibendum (the 'tire man' corporate symbol for the Michelin Company). This hypersensitivity makes Cayce an invaluable marketing tool and she is recruited by various corporations to test the potency of new brands and trademarks. At the start of the novel Cayce has just arrived in London to work for Blue Ant, a 'lethally pomo ad agency', who are designing a new logo for a multinational sports shoe company (ibid: 277). Blue Ant themselves are so expansive and diffuse that Cayce sees them as 'more post-geographic than multinational ' (ibid: 6) . At the briefing session she meets the company's similarly 'post-geographic' founder and marketing guru: Hubertus Bigend is a 'nominal Belgian' in a cowboy hat who 'looks like Tom Cruise on a diet of virgins' blood and truffled chocolates ' (ibid: 6) . Bigend proceeds to offer Cayce an additional and unexpected contract: to hunt down the maker of a series of mysterious film clips, known as 'the footage', which appear at random on the internet and have generated a global cult following. Bigend sees the footage as 'the most brilliant marketing ploy of this very young century… attention focused daily on a product that may not even exist ' (ibid: 65) . Cayce initially has reservations about accepting the contract in part because she is a self-confessed 'footagehead'. As part of the global fan base she is addicted to watching the 135 film clips over and over and she belongs to an online discussion forum (F.F.F) which endlessly debates their meaning and origin.
Somewhat reluctantly then, Cayce accepts the assignment and her first lead is offered by a friend on the discussion forum. 'Parkaboy', an online nom de plume, e-mails Cayce with the revelation that an encrypted watermark appears to have been discovered on a segment of the footage.
As Cayce pursues this lead she becomes entangled in international plots and conspiracies. She Stella is responsible for distributing the short films which are made by her sister. Nora, the filmmaker, has been severely traumatised following an assassination attempt on her uncle which resulted in a T-shaped fragment from a 'U.S Army M18A1 Claymore mine' being lodged in her brain (ibid: 274). Although Nora cannot speak and her movements are severely restricted, she manages to create the footage on a computer by gently manoeuvring a mouse. The raw materials that Nora works on are fragments of 'found video' from surveillance and security cameras (ibid: 305). The enigmatic short films she crafts are then rendered in a labour-intensive process at the 'Dream Academy': an isolated privatized prison owned by her uncle. Cayce's discovery of the Volkova twins leads to an encounter and then apparent merger between Andrei Volkov -the Russian mafia boss -and Hubertus Bigend.
The two are last seen on CNN standing ominously alongside a senior US politician. Cayce realises that she has been complicit, '[t] hough in what, exactly, is harder to say ' (ibid: 194) . At the end she turns her back on the cabals of global politics and capitalism and retreats to a flat in Paris with her friend, now lover, Peter 'Parkaboy' Gilbert.
As this précis indicates, Gibson's narrative rendition of contemporary space and subjectivity is painted with a broad brush. At the same time, the novel features some intricate and suggestive patterning. My aim, in the reading that follows, is to use Appadurai's critical framework of 'ethnoscapes', 'financescapes', 'technoscapes', 'mediascapes' and 'ideoscapes' as a stencil through which to trace the global imaginary in Pattern Recognition.
********** Appadurai suggests that whilst 'stable communities and networks' continue to exist in the global cultural economy, 'the warp of these stabilities is everywhere shot through with the woof of human motion, as more persons and groups deal with the realities of having to move or the fantasies of wanting to move' (Appadurai 1990: 297) . fundamentally dependent on the space of flows that characterizes information networks' (Castells 1989: 169) . Castells' description of the paradigmatic worker within the informational city could serve as a job specification for Cayce Pollard:
employees, consultants, and other businesses -are brought together to work on a particular project, then dispersed and reallocated when the task is complete. This new environment requires skilled flexible workers: the organization man gives way to the flexible woman (Castells 2000: 12) .
With her daily Pilates exercise regime, Cayce displays all of the attributes of the flexible woman required to gather and process information in the network of global style and fashion: 'hyperspecialized, a freelancer, someone contracted to do a very specific job. She seldom has a salary... adamantly short-term' (Gibson 2003: 61) .
Geographical mobility also characterizes other areas of the labour market. On her travels, ; she enjoys a Tandoori takeaway and also sushi at 'a panAsian place' which is served in 'sanded wood and raku bowls' (ibid: 107). Conversely, when she arrives in Tokyo, Cayce is intrigued by the way 'Japanese hotels interpret Western breakfasts' (ibid: 138). Cumulatively, the effect produced by Cayce's constant travel, the melting-pot of international food cultures and other instances of cultural diversity, is both stimulating and somewhat disorienting.
Gibson develops the motif of jet-lag as 'soul delay' to underline his heroine's essential homelessness.
'What is that', Cayce ponders, 'to be over thirty and not know where you'll be in a month or two?'
(ibid: 88). Dis-location encompasses not only the future but the present: as well as not knowing where she will be, Cayce often does not know exactly where she is. Sites of consumption trigger an unheimlich queasiness. At a Greek restaurant in London, the 'utterly characteristic Greek tourist tat... The movement of people and cultural commodities across a shifting ethnoscape is closely mirrored by the global flows of capital on the 'financescape'. According to Appadurai, 'the disposition of global capital is now a more mysterious, rapid and difficult landscape to follow than ever before as currency markets, national stock exchanges, and commodity speculations move megamonies through national turnstiles at blinding speed' (Appadurai 1990: 299) . great new streetwear label, or this brilliant little film' (ibid: 84). The point of this strategy is not (at least initially) to get consumers to 'buy jeans... see movie' so much as to 'recycle the information.
They use it to try to impress the next person they meet' (ibid: 85).
When Cayce hears that this '[w]ord of mouth meme thing' is being used to promote the footage, she feels as though something is 'infecting everything. Hubertus. Trans... ' (ibid: 88, 95 ).
Cayce's authority as a critic of 'infection' is, however, compromised by her role as a viral agent in the fashion industry and consequent involvement with 'the money people' (ibid: 2). 
When Volkov hosts a dinner, Cayce is surprised that it 'isn't a Russian meal':
Perhaps it's a meal in that country without borders that Bigend strives to hail from, a meal in a world where there are no mirrors to find yourself on the other side of, all experience having been reduced, by the spectral hand of marketing, to price-point variations on the same thing (ibid: 341).
Having earlier denied her involvement in this process, Cayce progressively comes to experience a sense of guilty complicit [y] in whatever it is that gradually makes London and New York feel more like each other, that dissolves the membranes between mirror worlds. She knows too much about the processes responsible for the way product is positioned, in the world, and sometimes she finds herself doubting that there is much else going on (ibid: 194).
Although she sees England as America's 'mirror-world', Cayce suspects that 'it's not going to be that way much longer. Not if the world's Bigends keep at it: no borders, pretty soon there's no mirror to be on the other side of' (ibid: 106). In Gibson's global imaginary, the financescape seeks to colonise all space and subjectivity. Although we cannot see the global flows of capital itself, we can see the signs.
The urban landscape in Pattern Recognition is a 'logo-maze' (ibid: 18). restaurants, but one can also find the odd 'sandwich shop, small and preglobalized ' (ibid: 195) . Cayce is overwhelmed by the 'logo-maze' of Harvey Nichols, but later explores antique dealers and grubby backstreet markets 'away from the sun' (ibid: 83) selling unbranded historical curios.
Whilst London has history, Cayce has 'almost never seen anything genuinely old, in Tokyo'
(ibid: 161). In contrast to London's earthiness, Tokyo appears purely simulacral and Cayce speculates that there might be 'nothing beneath the pavement but a clean, uniformly dense substrate of pipes and wiring' (ibid: 130). However, Boone Chu later takes her beyond the parts of the city which were rebuilt after U.S firebombing in the second world war to a 'prewar apartment building' (ibid: 161).
Cayce first notes '[c]ooking smells she can't identify' -something off the olfactory map of international cuisine -and then, looks out at gently sloping rooftops that seem, impossibly, to be partially covered in knee-deep moss, but then she sees that this is something like the kudzu on Win's farm in Tennessee. No, she corrects herself, it probably is kudzu, kudzu where it comes from. Kudzu at home... A large tan insect strobes through the communal patch of light, vanishes. 'This is an amazing place', she says.
'There aren't many left' (ibid: 161-2).
Although the 'neon carnival excess' in the rest of the city does not compare to the singularity of this scene, Cayce can still detect traces of cultural difference and hybridity on the brandscape (ibid: 131).
Alongside the 'logos of corporations she doesn't even recognize', more familiar labels lose their power to unsettle her as they are 'mysteriously recontextualized' by the Tokyo cityscape (ibid: 127).
Cayce goes on to make similar discoveries in Russia. Beyond the generic brandscape,
Moscow is idiosyncratic in ways that both excite and unsettle her. To begin with, everything is 'far larger than it could possibly have any need to be ' (ibid: 269 As an adult, Cayce retains this concern for concealed infrastructure. Whilst consulting on the aesthetics of a new logo she does not lose sight of that other key symbol, the dollar sign and 'all those billions in athletic-shoe sales' (ibid: 83). And briefly she also imagines the countless Asian workers who might, should she say yes, spend years of their lives applying versions of this symbol to an endless and unyielding flood of footwear. What would it mean to them..? Would it work its way into their dreams, eventually? Would their children chalk it in doorways before they knew its meaning as a trademark? (ibid: 12)
Cayce's speculations here on a brand of subliminal indigenization should be connected to her subsequent discovery, at a private prison factory called the 'Dream Academy', of sixty inmates tirelessly rendering each frame of the footage on a post-industrial assembly line. The root cause of Cayce's logophobia is never explained, but it seems to be linked to an affinity for the secret history of exploitation and violence encrypted in signs and objects. At the themed restaurant, 'Charlie Don't Surf', she is less interested in her Californian cabernet than the prints on the walls of close-up black-and-white photographs of 'Nam-era Zippo lighters, engraved with crudely drawn military symbols, still cruder sexual motifs, and stencilled slogans. These reminded Cayce of photographs of tombstones in Confederate graveyards, except for the graphic content' (ibid: 14).
As well as haunting restaurants, the ghosts of war manifest in fashion and technology. Whilst Curta was designing his calculator, the U.S military was developing ENIAC (Electronic Numerical Integrator and Computer), the world's first electronic digital computer. Subsequent increases in the numbers of computers led to the concept of a network. ARPANET, the forerunner of the internet, was funded by the U.S Department of Defense in the 1960s and according to cyber-lore was designed as a communications system that could function in the wake of nuclear war. (Virilio 2002a: 41) . According to Virilio's critique, the proliferation of screen interfaces not only produces alienation, but also threatens to dematerialize the city: 'the architectonic element begins to drift and float in an electronic ether' (Virilio 2002b: 442) . In each city she travels through, Cayce is permanently framed by a variety of screens which cumulatively contribute to the hegemony of the hyperreal. Landscape, people and events are filtered through the lens of media culture: Tokyo is 'Bladerunnered' (Gibson 2002: 146) ; Bigend looks like Tom Cruise; Cayce acts as though she is in a James Bond film and when she is rescued by Parkaboy it becomes a scene from a cowboy movie.
Most disturbingly, Cayce's experience of 9/11 is reshaped by CNN: 'though she will know she must have seen people jumping, falling, there will be no memory of it. It will be like watching one of her own dreams on television. Some vast and deeply personal insult to any ordinary notion of interiority'
(ibid: 137). The destabilization of identity on and by the mediascape is evident in other areas as well.
The virtual city is populated by impersonators. Parkaboy and his friend Darryl create a fake identity online as 'gender bait' for a Japanese games designer who has information about the watermark. the consumer has been transformed, through commodity flows (and the mediascapes, especially of advertising, that accompany them), into a sign... in Baudrillard's sense of a simulacrum which only asymptotically approaches the form of a real social agent... Global advertising is the key technology for the worldwide dissemination of a plethora of creative and culturally well-chosen ideas of consumer agency. These images of agency are increasingly distortions of a world of merchandising so subtle that the consumer is consistently helped to believe that he or she is an actor, where in fact he or she is at best a chooser (Appadurai 1990: 307) .
This emphasis on systems of global control challenges the contours of the contemporary ideoscape with its insistence on 'freedom' and 'democracy'. Post-9/11, these terms dominated an ideoscape whose centrepoint was Ground Zero. Aside from an oblique reference to oil in the middle east,
Gibson largely sidesteps global geopolitics in the early twenty-first century. In place of Islam and the War on Terror, Pattern Recognition offers a more intimate response to 9/11 -a psychogeographical mapping of the topography of trauma.
The cryptic watermark encrypted in the footage is first thought to be the map of an unknown city before it is revealed to be the contours of the T-shaped fragment of shrapnel embedded in a Nora's brain. Although Gibson foregrounds the visuality of traumatic experience (the footage is a silent film and Cayce's memories of 9/11 merge with CNN coverage), echoes can still be heard in the language of Pattern Recognition. In their gothic revision of classical psychoanalysis, Abraham and Torok proposed the investigative method of 'cryptonomy' for understanding trauma. Cryptonomy is a mode of textual excavation that seeks not 'a metonymy of things but a metonymy of words' and we might add of numbers and letters (Abraham & Torok 1986: 19) . Cayce imagines that she, like the footage, is watermarked: 'Eyes closed, she finds herself imagining a symbol, something watermarking the lower right-hand corner of her existence' (Gibson 2003: 78) . This symbol is two numbers -9/11 - [s]he found herself, out of some need she hadn't understood, down in one of the trenches, furiously shovelling grey muck and bones, her face streaked with tears. Neither Peter nor Damien had asked her why, but she thinks now that if they had she would have told them she was weeping for her century, though whether the one past or the one present she doesn't know (ibid: 355-6).
Although she testifies that her mourning is generic, this act seems compensatory for a specific subject: the fact that she was unable to recover her father's body from the ruins at ground zero. **********
The global imaginary of Pattern Recognition offers an energetic dramatisation of tensions on and between ethnoscapes, financescapes, technoscapes, mediascapes and ideoscapes. Gibson eschews the easy rhetoric of cyber-utopianism and anti-globalization in favour of a deft tracing of patterns.
Cayce Pollard is positioned precariously in a complex economy of global flows: a node in the network of people and power, finance and commodities, art and machines, images and information. Although she is unable to map the totality of this network, Cayce exhibits a fierce sensitivity to its contours and configurations. In the aftermath of 9/11 and at the dawn of a new century, it is not clear to her how these patterns will develop but Cayce, like Stella Volkova, senses that it will not be 'our parents' story. Not their world. It is another world. It is always another world' (ibid: 308).
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